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INTRODUCTION 


While many heavy metal groups from the eighties have long since been washed 
out by the raging current of a fast-moving music industry, Megadeth is one of the few who 
have withstood the merciless test of time. For more than ten years, Megadeth founder 
and front-man Dave Mustaine has led the group through each successive album with the 
‘fashion blinders on,’ allowing the band to refine and develop their sound without influence 
from passing fads. Such musical integrity is hard to find among rock bands today, espe- 
cially among those which have achieved commercial success! However, by consistently 
delivering aggressive, hard-hitting heavy metal without compromise, Megadeth has con- 
tinued to attract new fans around the world and they remain an inspiration for many of the 
younger hard-rock bands forming today. 

It is no secret that a large part of Megadeth’s success lies in the powerful, gut- 
wrenching sound they manage to pull from their instruments. Performed and produced 
with far more clarity than the typical heavy-metal or thrash band, Megadeth creates a vibe 
which strikes a universal chord among teenagers and adults alike. This book is intended 
to explore the band’s unique sound, as well as help the reader become a better, more pro- 
ficient guitarist through studying and performing the music of Megadeth. Throughout this 
book you'll find interview excerpts in which Megadeth guitarists Dave Mustaine and Mary 
Friedman discuss their music in detail and even provide playing suggestions and advice. 

The Megadeth Signature Licks book and accompanying audio is essentially an 
interactive, ‘hands-on’ learning tool designed to provide a much more productive and 
enjoyable means of study than the average guitar instruction book. Transcription 
excerpts from twelve songs highlight a number of Megadeth’s most significant and mem- 
orable riffs and solos, with performance notes included for each example. All of the 
excerpts also appear in audio form on the book’s accompanying CD recording. This fea- 
ture not only lets you hear the guitar in context, but allows you to more effectively prac- 
tice the guitar parts in an ensemble setting. 

On the accompanying CD, you'll notice that the featured guitar part is in the right 
channel while the backing parts are heard in the left channel. This set-up allows you to 
alter the mix of the music with your stereo’s balance control so you can practice with the 
recording in the three following ways: 1. You can leave the balance control in the middle 
in order to hear the riff in context with all the instruments; 2. You can pan your stereo’s 
balance control to the right in order to more Clearly hear the featured guitar part; 3. You 
can pan the balance control to the left to allow for rehearsal with just the rhythm section. 

By taking full advantage of these practice methods, you will be able to more eas- 
ily learn the songs and prepare them for performance. 








EDITORIAL NOTE 


The Megadeth Signature Licks book and recording is primarily designed to help 
you learn and prepare selected Megadeth songs for a live performance. Complete note- 
for-note transcriptions of the entire Megadeth catalog are available in several folios also 
published and distributed by Hal Leonard Corporation. 


THE SONGS 


“Wake Up Dead” 

“Peace Sells” 

“Mary Jane” 

“Hangar 18” 

“Lucretia” 

“Skin O' My Teeth” 
“Foreclosure of a Dream” 
“High Speed Dirt” 

“99 Ways to Die” 

“Train of Conseguences" 
“A Tout le Monde" 
“Youthanasia" 


TUNING 

All songs in this book are recorded with all strings lowered one half-step. 
Tune Down 1/2 Step: 
O-B @-Db 


O-3 ®=ab 
@-c ©-EB 





WAKE UP DEAD 


Words and Music by Dave Mustaine 
Figure 1 — Verse 


“Wake Up Dead," the opening cut of Peace Sells...But Who's Buying?, serves as 
a great starting point, as this tune features just the kind of bone-crunching riffs and sav- 
age licks which helped define the hard-core sound of Megadeth in their early days. 

The most challenging aspect will likely be performing the lightning fast chord 
changes with a clean rhythmic execution. Beginners should study the sheet music thor- 
oughly before trying to play along, so they can familiarize themselves with new chords 
and position changes. (Otherwise, failed attempis to play along may prove more discour- 
aging than productive, and result in the old “guitar-through-the-speaker” syndrome!) If you 
encounter trouble when working with this example, try to isolate the problem. Everyone 
encounters obstacles. It’s just a matter of sticking with it until you get over (or around) 
them. Often when you finally do conquer the problem, you'll find yourself at a whole new 
level of playing. 

| asked Marty Friedman if he could remember the first time he reached one of 
these performance plateaus. 

Marty: “The earliest one was when | finally mastered the “A-form” barre chord... 
That was so hard at the time that | felt | had to give up because it was too painful. | 
thought, you know, maybe it's just not for me. But one day, it actually came together so 
quickly that it completely wasn’t a problem anymore. So | think that was the earliest mile- 
stone. It's really a mind thing. It’s your mind that tells your fingers how much strength to 
use. And once you know just how little effort it really takes, the effort on your fingers is 
basically nothing.” 

So there’s the first lesson: stick to your guns! 


Featured Guitars: 
(right channel on audio) 
Gtr.1 meas. 1-9 | 
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Figure 2 — Interlude 


When performing the rhythm guitar parts in figure 2, pay attention to the dynamic 
markings between the staff and tablature which call for palm muting. Palm muting is a 
maneuver whereby you lightly rest the fleshy side (or “heel”) of your palm on the ends of 
the strings near the bridge as you pick. As this palm pressure reduces string vibration, it 
produces a “muffled” tone and shortens the ringing duration of the notes. 

In figure 2, the palm muting technique is not only responsible for creating the 
aggressive, punchy sound on the single note lines in measures 1-9, but also for providing 
the low-end punch on the low E string pedal tone heard throughout measures 10-14. 
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Figure 3 — Interlude Il and Verse 


Getting through these sixteenth-note rhythms is best achieved using alternate 


picking. By alternating between down and up attacks of the pick, your right hand will relax 
more and you'll be able to play the riffs much cleaner and easier. To help you get started, 
Pve provided picking prompts for measures 1 and 2. 

Once you master the picking for this figure, your next goal will likely be trying to 


sync-up your playing with the recording. As the rapid-fire rhythms in this part will prove a 


challenge for most players, | asked Dave for some tips on performing these maniacal riffs 
without muddying-up the rhythms. 

Dave: “Listen to the drums. You know, the drum has always been a very impor- 
tant component of our music. A lot of people think that the drums play to us, but we play 
to the drums. Also, being very staccato and muting your strings can get some kind of per- 
cussive element out of it where it will embellish the drum part as well as give a little bit 
better voicing to the note.” 
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Figure 4 — Outro 


In measure 6, former Megadeth guitarist Chris Poland opens his solo with a lega- 
to (fluid) sounding lick which utilizes hammer-ons and pull-offs on the high E string. A 
hammer-on is a technique where the left hand finger is literally hammered down onto the 
string, to sound a note without the help of the picking hand. A pull-off, like the hammer- 
on, also uses the left hand fingers exclusively to sound notes, but this time in reverse. To 
accomplish a pull-off, lift your finger with à slight sideways motion, in order to lightly pluck 
the string and sound the following note. 

Both hammer-ons and pull-offs are indicated by arched lines above the notes 
called slurs. It is important to note that only the first note of each slur is picked, while the 
rest are produced using hammer-ons and/or pull-offs. This highly popular playing tech- 
nique will continually resurface throughout the lead guitar solos in Megadeth’s music. 
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13— 13-12 


PEACE SELLS 


Words and Music by Dave Mustaine 
Figure 5 — Intro, Verse, and Chorus 


Figure 5 is a good place for beginners to work on playing in time. Be sure to 
observe the rests in the chorus. If you're new to reading music, listen carefully to the 
recording. These rests, or spaces of silence, are a key factor in giving the chorus riff its 
powerful rhythmic quality. 

To silence the chords, try employing a left-hand mute. That is, reduce your left 
hand finger pressure just enough to stop the strings from ringing. Don't lift your fingers 
completely off the fretboard though, as you don't want to inadvertantly sound any unwant- 
ed open strings! 
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Figure 6 — Interlude 


The first interlude begins with a cool four-measure riff, featuring a descending 
melodic motif interspersed with palm-muted eighth notes on the low E string. In the next 
four measures, the motif repeats with an added second guitar part, which harmonizes the 
original melody in thirds. By introducing this additional harmony voice, Megadeth effec- 
tively bring the interlude to a new level of energy. This guitar arrangement is a great exam- 
ple of the signature Megadeth sound, and similar harmonizing can be found at one point 
or another in just about every Megadeth song! 

If you’re performing this example by yourself (only one guitarist), | would suggest 
playing the higher guitar part when you reach the harmonized section. While the riff may 
not have the same fullness as it would if played on two guitars, you'll still be adding some 
new energy to the riff by bringing the melody up an interval of a third. 
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Fig. 6 














Featured Guitars: 
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Figure 7 — Interlude Il 


The guitar starts off this section alone-stripped naked in the mix from any other 
instruments. Therefore, it provides us a good opportunity to discuss the importance ofa 
good guitar tone. Many guitarists believe that tone is just as important as technique, in 
that a good tone can inspire you to play better, while a poor one may influence your per- 
formance in a destructive way. Dave Mustaine is no exception, and even attributes part of 
his progress as a guitarist towards discovering great guitar tone. 

Dave: “The first time | plugged into a Marshall and | heard what good guitar sound 
is supposed to be like, and then getting a Rockman...then the whole world opened up and 
| thought | was, you know, definitely onto something. | mean, | loved to play into the 
Rockman. That was a very important component of the Peace Sells But Who's Buying? 
era... You know, as your sound improves, your playing technique improves because if you 
sound like shit it doesn't matter how good you play. If you sound great but you play like 
shit, you're gonna hear it. You're gonna sound like shit, really great (laughs)... You know if 
the sound is really good, | mean, you can sit there and just hold it and it just feels so good. 
If your sound is horrible, you know, I’m the first person who wants to run away from it” 

You don't necessarily have to go out and buy a new amp or guitar. Sometimes just 
spending some time fiddling with the amp controls will help, or maybe even try cutting 
back on over-used effects. While a large dose of distortion may help provide extra sustain 
and squeal for lead work, an over-saturated tone may turn your chords into sonic mush! 
Spend some time listening to the guitar sounds on your favorite recordings and try to emu- 
late their tone with your own set-up. 
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Figure 8 — Guitar Solo 


One of the predominant techniques used here is the whole-step bend. This is 
shown in the tablature by the term full above an arrow. You may need to work on achiev- 
ing the proper intonation, or pitch, when bending. On the guitar, a whole step is equal to 
two frets. When you bend these notes, their final destination—or ‘target pitch —must sound 
identical to the fretted pitch located two frets higher on that string. First, play it as a regu- 
lar fretted note two frets higher than where the bend appears. Then try performing the 
bend, with the correct pitch still fresh in your ear. 

Also, try reinforcing the bend with your first and second fingers. Using additional 
fingers will provide you with more strength to push the string and control its pitch. 









































Featured Guitars: 
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MARY JANE 


Words and Music by Dave Mustaine and Dave Ellefson 
Figure 9 — Intro 


One of the things which helps give “Mary Jane” its unusual, haunting quality is the 
time signature. A time signature tells us how many beats are in each measure of music, 
and what rhythmic value makes up each beat. In the typical 4/4 time signature (the most 
common), the first number tells us that there are four beats in each measure, while the 
second number indicates that each beat is equal to one quarter note. The 12/8 time sig- 
nature in “Mary Jane” tells us that there are twelve beats in each measure, with each beat 
equal to one eighth note. 

However, it is easier think of (or feel”) them in groups of three rather than try to 
count to 12 in each measure. In fact, if you check out all of the eighth notes in figure 9, 
you can see they are beamed in groups of three. Listen carefully to the recording and try 
to duplicate the rhythms you hear. 
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Figure 10 — Intro (continued) 


Figure 10 continues the intro of “Mary Jane,” and provides us with a good lesson 
in arpeggios. The word arpeggio simply describes the notes of a chord played one at a 
time, in sequence. The chords played by the clean electric guitar (Gtr. 4) in the bottom 
staff in measures 5-15 are all ‘arpeggiated.’ Be sure to allow all notes to ring their full dura- 
tion as indicated by the direction “let ring throughout.” In measures 16-18, the lead guitar 
(Gtr. 1) also uses arpeggios, but in this instance, the notes should not ring together. 

When performing the arpeggiated chords (Gtr. 4), play their eighth-note rhythms 
as evenly as possible. To best accomplish even rhythms, you'll probably need to work out 
a right hand picking pattern. Alternate picking simply involves alternating between your 
down and up pick attacks—down, up, down, up, etc. With economy picking, you still alter- 
nate between down and up pick attacks, except when moving from one string to another. 
When moving to a higher-sounding string, use consecutive downstrokes, letting the pick 
“all” down to the next string. Likewise, when moving to a lower-sounding string, use two 


consecutive upstrokes. 


In measure 5, | have provided economy picking directions. Try playing through the 
next few measures using this economy picking pattern and then again using strict alter- 
nate picking. Notice how each picking technique presents a slightly different feel. The 
picking pattern for the lead guitar part in measure 16 utilizes aspects of both the econo- 
my picking and the alternate picking method. Experiment with some variations of your 
own if you like, and ‘pick’ the one which feels most comfortable to you and also conveys 


the proper rhythmic feel. 
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Figure 11 — Interlude 


When first attempting to play through the lead guitar part here in “Mary Jane,” you 
may find that performing the natural harmonics 'in time' may prove to be a challenge. 
Every harmonic note (labeled “Harm.” in the transcription) requires that you place your fin- 
ger directly over the fret where the harmonic's node point is located. If your finger is even 
slightly out of place, your harmonic will sound muted or may not sound at all. Furthermore, 
make sure that you don't apply pressure to the string, as this will also kill the harmonic. 
Rather, touch the string lightly to produce natural harmonics. 

When practicing this example, start out slowly so that your fingers can get used 
to finding all of the harmonics’ node points. Take it one measure at a time, and work out 
a comfortable fingering. You may notice that as the lick ascends the fretboard, you'll need 
to constantly change finger position. Once you've worked out a predetermined finger posi- 
tion for each measure, try memorizing this excerpt measure by measure. After memoriz- 
ing the entire passage, you'll then be able to focus all your concentration exclusively to 
playing the guitar, rather than to reading the sheet music. 
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Figure 12 — Interlude Il 


In the second instrumental section of “Mary Jane,” we can see that the single-note 
runs at the end of measures 6 and 10 employ quarter-step bends to produce a nasty, 
almost bluesy quality. For those of you new to this particular bend, the quarter-step bend 
involves bending a note up the distance equal to one half of a fret. Because there is no 
fretted equivalent to this pitch, you'll have to use your ears to listen for the approximate 
midpoint between the two frets. 

When performing these quarter-step bends, pull the string down toward the floor, 
rather than pushing it upwards. This will minimize your chances of ‘over-shooting’ the 
bend. Besides, if you try to bend the G note (third fret) by pushing upwards, you'll proba- 
bly push the string right off the fretboard! 
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HANGAR 18 


Words and Music by Dave Mustaine 


Figure 13 — Intro 


Measures 27-30 demonstrate another example of how harmony guitars are 
employed to make up the signature sound of Megadeth. If you are the sole guitarist per- 
forming the tune, you may want to experiment with arranging both parts for one guitar in 
order to recreate this quintessential Megadeth sound. To do so, you'll need to move the 
notes played in the bottom staff (Gtr. 1) from the third string to the fourth string. For exam- 
ple, in the first beat of measure 27, move the A note played by guitar 1 from the second 
fret, third string to the seventh fret, fourth string. Then both parts can be played by simply 
fretting across the middle two strings at the seventh fret! Similarly, you can also move the 
D note at the end of the second beat from the seventh fret, third string to the twelfth fret, 
fourth string. As you continue arranging the remainder of the riff for a one-guitar perfor- 
mance, you might want to pencil in the new fret locations. 
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* Chord symbols reflect combined tonality. 


Figure 14 — Verse and Chorus 


When playing figure 14, pay close attention to where the squiggly lines above the 
staff and tablature indicate the use of finger vibrato. Vibrato is a technique where the fin- 
ger oscillates the string-bending and releasing it repeatedly-in order to breathe some life 
into the notes. Depending on individual taste, vibrato can be used aggressively to lend a 
fast, shimmering quality to a note, or subtly, to give a more laid-back vibe. Listen careful- 
ly to the recording and try to duplicate the same amount of vibrato used by Dave and 


Marty. 
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Figure 15 — Guitar Solo 


This solo provides us with our first opportunity to check out the style of current 
Megadeth guitarist, Marty Friedman. 

To recreate the arpeggios found in measures 9-10, the transcription indicates the 
use of sweep picking. Highly popularized by the neo-classical guitar movement in the late 
1980s, sweep picking is often the preferred method for performing fast arpeggio lines. 
First ready your fingers on the strings for each arpeggio shape to be ‘swept,’ but don't 
apply finger pressure to the fretboard yet. Next, slowly rake the pick across the strings, 
applying left hand pressure to each note one at a time, just as it is to be picked. In order 
to keep the notes from ringing together, you'll need to release the pressure off of each fret 
immediately after each note is picked. A good way to accomplish this is to use your wrist 
to ‘roll’ the left hand back as the pick moves across the strings. 

When first learning to sweep pick, begin very slowly and gradually increase the 
tempo as you feel confident. When you try to play something totally new up to full tempo 
without practicing it slowly, the notes will often go by too fast for you to hear and locate 
the specific problem areas—so, be patient. 
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Gtr. 1: w/ Rhy. Fig. 2, Ist 3 meas. 
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Figure 16 — Guitar Solo II 


Another signature trait of Marty Friedman’s lead playing is his use of exotic-sound- 
ing, Eastern-influenced scales. While some guitarists explore such unique tones by study- 
ing scale books, Marty prefers to use his ears to come up with new and unusual-sound- 
ing licks. ` 

Marty: “| enjoy a lot of Eastern music...listening to it just for fun. | kind of soak in 
a lot of that stuff naturally into my ears so my fingers are at the point where they pretty 
much do what my mind and my ears tell them...if ľm hearing something that feels kind of 
snakey, kind of Indian, or Eastern or oriental or something, my fingers will go where it 
sounds that way. And sometimes to a fault, you know, [II be playing a pretty standard rock 
song and then PII go into something that's like totally Beijing and whoever’s producing 
might not be too much into that. But | try to keep that stuff tucked in, you know, kind of lit- 
tle nuances. Not [over doing it], | mean, nobody wants to hear an Irish jig in the middle of 
a rock song. But learning [foreign music] can definitely be beneficial to your technique.” 
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LUCRETIA 


Words and Music by Dave Mustaine and Dave Ellefson 
Figure 17 — Intro 


One of the keys to mastering the intro of “Lucretia” is working out a comfortable 
picking pattern for the arpeggiated chord sequences. To help get you started, I've provid- 
ed the picking pattern | used on the Signature Licks recording. Notice how my personal 
preference leans heavily toward utilizing economy picking for such arpeggios. However, 
this pattern does not necessarily represent the correct way to play it. The correct way will 
be whichever method a particular individual uses in order to best perform the music. 
Remember that all my suggestions throughout the book are just that- 
suggestions. Experiment with what is put in front of you, use what works, and move on. 
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Figure 18 — Verse 


Using constant downstrokes will best help you recreate the heavy, aggressive atti- 
tude of the guitars in the verse. We can also observe that the band interjects a measure 
of 15/16 into the riff (measure 2). While we played through the 12/8 time signature in 
“Mary Jane” by following along with the eighth-note pulse, the quick rhythms of this six- 
teenth-note pulse go by way too fast to effectively count! Instead, you'll need to listen 
carefully to the recording and use your ear to decipher the unique groove that this time 
signature presents. After a while, you'll start to hear that the 15/16 measure sounds like 
a normal measure of 4/4, minus one sixteenth note. However you decide to define the 
15/16 feel, the best way to learn the part is to listen to the recording repeatedly, and then 
try playing along with it until the riff falls into place. 


Featured Guitars: 
Fig. 18 Gtr.1 meas. 1-6 


Verse | 0:34 
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Figure 19 — Guitar Solo 


The guitar solo in “Lucretia” is one of the better opportunities for studying the ele- 
ments of Marty Friedman's personal style of playing, as Marty himself has mentioned that 
it embodies the unique aspects of his style. Notice how he briefly taps into the Middle- 
Eastern sounding harmonic minor scale at the end of measure 1. Also, in the end of mea- 
sure 7, we can observe Marty's use of another sweep-picked arpeggio. 

Marty: “In the song ‘Lucretia’ off Rust In Peace, that's one of my favorite solos that 
ľve ever done and | kind of use that one as a landmark of what | try to attain. If you were 
to say, What's a classic Marty solo?, that would be it. That solo, if you were a tech-head 
kind of guy and you figured that out, you definitely see where I'm coming from because it 
has pretty much every rule of music in there...broken or not broken, minor over major, and 
all kinds of inversions of different chords. Really cool stuff to me...I still think it's cool even 
though | did it six years ago. That solo stood up for me pretty well.” 
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Gtr. 2: w/ Rhy. Fig. 1 
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Figure 20 — Guitar Solo (continued) 


Figure 20 provides us with a good example of the creative use of double stops. A 
double stop is simply a two-note partial chord, frequently employed by both rhythm and 
lead guitarists to add ‘grit’ to a riff or lick. The double stops found in measures 3-4 (Gtr. 4) 
are best accomplished by barring across the appropriate strings with one finger. The exact 
finger you use will be dependent on the notes and positioning of the notes preceding or 
following the double stop. For example, because many of the single-note licks surround- 
ing the double stops in this excerpt take place in fourteenth position, you'll most likely 
want to use your index finger for the first double stop and your ring finger for the second 
one. 

In measure 3, these double stops are bent upwards in different intervals. Because 
it is very difficult to bend both notes of the double stop to the exact same interval with a 
one-finger barre. However, the slight dissonance that this ‘uneven’ bending creates actu- 
ally adds more character to the passage. 


Fig. 20 
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Figure 21 — Intro and Verse 


SKIN 0 MY TEETH 


Words and Music by Dave Mustaine 


In “Skin O' My Teeth,” Dave Mustaine shows us how double stops can be used to 
create cool-sounding riffs. At the end of each two-measure phrase, Mustaine throws a 
melodic hook into his double stop by employing a prebend and release. Unlike the dou- 
ble-stop bends studied in the previous lesson, these pre-bent double stops are unique in 
that they require you to bend the notes the appropriate distance before they are picked. 
To help prepare for these prebends, first practice the double-stop bend as a standard type 
of half-step bend. Then, try it as a prebend, using your memory of the preceding bends" 
pitch as your target note. This comparison process will help teach your left hand exactly 
how much pressure to apply when silently bending the strings before picking. 
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Figure 22 — Chorus 


Here we can see how Dave uses string-skipping to create an open-sounding riff 
for the chorus of “Skin O’ My Teeth.” When performing these string skips, you may want 
to angle your left hand index finger across the open A string. This will help keep the string 
silent should your pick accidentally brush it while skipping across the strings. When work- 
ing out a right-hand picking method for this string-skipping section, experiment with some 
of the picking methods we discussed earlier. (See figure 10, “Mary Jane,” as well as fig- 
ure 17, “Lucretia.”) 















































































































































































































































































































































































































































































































































Fig. 22 
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Figure 23 — Guitar Solo 


For this figure, I’ve included the entire guitar solo from “Skin O" My Teeth.” This 
will give those of you looking for a challenge something to sink your teeth into. Beginners 
will develop essential soloing skills and learn a great deal on how to effectively phrase 
licks and melodies, while more advanced players may take this opportunity to jam over 
the rhythm track, blending together some of Marty's ideas with their own. Don't feel pres- 
sured to learn these licks note-for-screamin'-note. Your main goal should be to mimic the 
overall ‘feel’ these licks present, and to familiarize yourself with how they work and sound 
within the solo. You’ll discover that many of the licks featured in this solo contain playing 
techniques common to many styles of guitar playing. 

If you find this solo a little overwhelming, just take it slowly and work through the 
transcription one measure at a time. Try and stick it out. If, like most guitarists | know, your 
goal is to become a better guitar player, one of the best things you can do is to expose 
yourself to, and experiment with, as many new ideas and different methods of playing as 
possible. One of the most effective means of doing this is by learning other guitar player’s 
solos. While this certainly doesn’t mean that you need to master every technique or riff 
you run across, playing with new ideas can help you make discoveries and improvements 
within your own playing. When you jam along with the solo for “Skin O’ My Teeth,” play 
through the licks in the transcription, and then try to work a few of them into your own solo. 
You can do this by altering the rhythms of the licks, rearranging the notes, or adding some 
vibrato or other articulations. Be creative, but most of all, have fun! 











< Featured Guitars: 
Fig. 23 Gtr.3 meas. 1-32 


Guitar Solo | 1:35 
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FORECLOSURE OF A DREAM 


Words and Music by Dave Mustaine and Dave Ellefson 
Figure 24 — Intro and Verse 


The main guitar part for the intro and verse of “Foreclosure of a Dream” sounds like a 
dark, minor classical étude. In this case, the ‘etude a la Mustaine’ would provide a challenging 
study in right hand arpeggio picking. While you can probably pick through the arpeggios with vir- 
tually any method which feels comfortable to you, | would suggest using an alternate picking for- 
mat for the notes found in the last beat of each measure in order to best maneuver the string 
skips. 


Fig. 24 
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Figure 25 — Chorus 


If you've made it this far, the main guitar part of the chorus should be fairly easy. 
Be sure to observe the palm-muted notes, as their punctuated tone and rhythm create a 
powerful contrast against the ringing sound of the barre chords. 
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Figure 26 — Interlude 


Dave begins his solo break in “Foreclosure of a Dream” with a whole-step 
prebend (see figure 21, “Skin O’ My Teeth”) followed by a right-hand tap on the same 
string. To achieve the proper pitch for the tapped note, you'll need to keep the string bent 
“up precisely a whole step. Don't release any pressure off the bend until after the tapped 
note has been pulled off, back to the original bent note. If you have trouble holding the 
bend throughout the tap, make sure you have more than one finger supporting the bena. 
For example, if you're bending the E note (seventh fret) with your ring finger, add at least 
“the middle finger to help push up the string and give you more strength with which to con- 
trol the bend. 


Fig. 26 
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Figure 27 — Guitar Solo 


Throughout Martys solo in “Foreclosure of a Dream," he derives many of his licks 
from the minor pentatonic scale. Highly favored by rock and blues guitarists, the minor 
pentatonic scale (scale degrees: 1, b3, 4, 5, b7) consists of five notes pulled from the nat- 
ural minor scale. The “box" shape it forms on the fretboard is easy to memorize and play. 


Fig. 27A 


G minor pentatonic 


EER 3fr(& 15 fr) 


Marty: “If you know the blues box scale well, you can pretty much play anything 
in rock. | think you kind of have to know that stuff before you move into playing the whole 
neck as one. | learned a lot of the basic stuff like that, like the blues box and the differ- 
ence between a minor and a major progression or whatever. | learned all that stuff at a 
relatively young age and semi-mastered it. There are certain things that you have to do 
when you're starting out. Not like rules of playing music, but | mean if you want to play 
rock music you really have to at least explore the blues box. There are a lot of guys who 
are excellent at tapping and all this exotic scale playing and really fast stuff and arpeg- 
giating, but if you sat down and played blues with them they wouldn't know what to do and 
those guys sound completely stupid. You have to have that basic [foundation]. | mean, to 
me, that's an obvious given” 
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HIGH SPEED DIRT 


Words and Music by Dave Mustaine and Dave Ellefson 
Figure 28 — Intro, Verse, and Chorus 


When playing the riffs in “High Speed Dirt” pay attention to the slurs (indicating 
pull-offs) and the vibrato markings, as these small details make up a large part of the 
song's vibe. Dave explains how even Marty had to pick up on these particulars when he 
joined the group. 

Dave: “The best way for you to watch or to do any kind of transposing in my play- 
ing style would be to watch me play it...there's just little nuances that even Marty has—as 
incredible a player as he is-he couldn't get it when he first came and started with us. You 
know, Marty's like one of my favorite guitar players on the whole planet, but when he first 
came to jam with us he, you know, he didn't have it. He was playing and he did what he 
thought was right, but there were little tiny nuances and variables that, if you don't watch 
'em you don't get it. But when you do it together, it makes the song come alive. A little 
shake here, a little bend there, a little mute here, a little percussive clicking back and forth 
there...” 
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Figure 29 — Guitar Solo 
In measures 12 and 17, Dave plays some squealing, attention-getting notes. The 
feedback-like quality of these notes is created by employing a picking technique known 
as the pinch harmonic. A pinch harmonic is an artificial harmonic produced when the right- 
hand thumb brushes the string as it is picked. For a harmonic to sound, the thumb must 
graze the string at one of the harmonic node points along that string. Different harmonics 
can be generated by 'pinching' the string at different points. 
The trick to producing a pinch harmonic lies in the way you hold your pick. You'll 
need to ‘choke up’ on the pick so that only a small portion of it extends beyond the tip of 
the thumb. The best way to practice pinch harmonics is to take any fretted note and just 
pinch up and down the string searching for the various node points. Pinch harmonics are 
most easily produced on the second and third strings. Using extra gain or distortion will 
enhance the effect and help to bring out hidden or hard-to-find node points. 
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Figure 30 — Interlude 



































In measures 3, 6, and 8, Dave adds a thicker-sounding approach through the use 
of string raking. This is a technique whereby you quickly strum over muted strings to 
approach a fretted target note. String rakes are often used to give a slightly more agres- 
sive, or ‘dirtier’ feel to a riff. 

To execute a rake such as the one in the first beat of measure 3, first fret the target 
note. Then, swiftly pick downwards across the sixth, fifth, fourth, and third strings, applying 
aright hand palm mute to prevent the open strings from sounding. This muting and raking 
action lends a unique percussive and gritty texture. Almost the exact same rake can be 
found at the beginning of measure 8 as well. The string rake in beat four of measure 6 is 
slightly different, however, in that it incorporates two fretted notes. Roll your finger over a 
bit so that the first note is cut short and does not ring with the final note of the rake. 
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Figure 31 — Outro Solo 


“High Speed Dirt” is a great tune for checking out the differences between Dave's 
and Marty's lead playing styles. While Dave's solos are usually volatile in rhythm and 
chock full of aggressive techniques such as string rakes and pinch harmonics, Marty's 
solos tend to be 'snakily' melodic and rhythmically fluid. While many of their stylistic dif- 
ferences can certainly be attributed to individual taste, some of it has to do with each play- 
er's preferred method of picking. For example, the unorthodox way in which Marty holds 
his guitar pick physically prevents him from executing popular techniques such as pinch 
harmonics, right-hand finger tapping, and hybrid picking. (His hand seemingly curls 
upside down so that his knuckles are almost pointed towards the floor. You can easily see 
this in any of his instructional videos.) However, as we’ll hear, Marty willingly sacrifices 
these sometimes over-rated techniques for a greater purpose. 

Marty: “My style is based around the fact that | don’t like the sound of muted 
strings for soloing. | don’t like that sound, and so unconsciously this style happened. | 
always wanted to hear all the notes ring out clean and clear...So even when | was just 
beginning, just when | started to play lead, my hand switched over to that upside down 
position so all the notes would come out clear.” 
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99 WAYS TO DIE 


Words and Music by Dave Mustaine, Dave Ellefson “Jr.," 
Nick Menza and Skip Rickert 


Figure 32 — Intro and Verse 


Just as with the riff of “High Speed Dirt,” here you'll need to pay attention to all the 
subtle dynamic details shown in “99 Ways to Die” in order to accurately recreate the orig- 
inal feel of the recording. For example, be sure to use palm muting on the notes in the first 
two beats of every other measure in the verse. The short, choppy rhythms that this tech- 
nique creates serve as a strong contrast to the E5 chord on beat three, which rings out 
and slides down the strings. Also, the vibrato applied to the G chord double stop played 
at the end of every fourth measure in the verse is important. It helps provide an audible 
finality to each four-measure phrase. 
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Figure 33 — Bridge and Chorus 


In the bridge section of “99 Ways to Die,” we can see that with the addition of 
some classical guitar fills, there are clearly more than two guitar parts happening at once. 
This indicates that Megadeth, like many other recording artists, take advantage of the 
recording studio's ability to create overdubs. Overdubbing is a recording technique which 
allows a guitarist to layer multiple guitar parts onto rhythm tracks and solos. If you do 
some careful listening, you'll find that most artists employ overdubs in one way or anoth- 
er to enhance their recordings. In fact, Marty Friedman contends that discovering the 
magic of overdubbing helped inspire him to further develop his playing abilities! 

Marty: “When | was about 16 or so, | was in a band called Deuce and we were 
pretty much the most heavy, exciting rock band in the Washington D.C. area...and plus, 
we were all little kids. So we had a lot of fans and stuff and we all got huge, big rock star 
egos at a really young age. | didn't consider myself to be any better than anybody else, 
but guys giving me a really big head at that age definitely led me to believe that | might 
be onto something. So | recorded my first 24 track demo at that time and it just sounded 
awesome. Having the ability to overdub something just gave me the biggest wood. It was 
like a magic thing—as soon as | knew that | could overdub, (it) was like | was granted this 
magic ability. Now | can have great musical visions because | can see depth in music and 
different layers in music and how it all goes together...I can listen and hear things differ- 
ently and create things differently. So | think getting experience in a really good studio at 
a young age definitely helped me see music in a better light.” 
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Figure 34 — Guitar Solo 


tle or none at all.” 


























































































































When listening to this solo, one thing you may notice is that the guitars are virtu- 
ally bone dry of effects such as reverb and delay. This is especially true of more recent 
work with Marty Friedman. 

Marty: “I like the personality of my guitar playing to come out through my note 
choice and not through my choice of effects that ľve used or what sound is coming out. | 
love effects, it's just | definitely don't want to oversaturate my stuff, so | try to use them lit- 
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TRAIN OF CONSEQUENCES 


Words and Music by Dave Mustaine, Dave Ellefson, Nick Menza, and Martin Friedman 
Figure 35 — Intro 


Here, in the intro to “Train of Conseguences," we see a great example of how left- 
hand muting can be used to create rhythmically aggressive or percussive-sounding gui- 
tar parts. 

To perform the left hand muting in figure 35 (indicated in the transcription by Xes 
in the staff and tablature), simply rest your fingers lightly over the strings as you strum. 
Make certain that you use more than one finger to mute the strings, as this will help pre- 
vent you from sounding unwanted natural harmonics. 

ľve provided some strumming prompts between the staff and tablature to help get 
you started. When playing the example, you'll best coordinate the right- and left-hand 
parts by employing an alternate strumming method sometimes referred to as pendulum 
strumming. This involves a constant down, up, down, up motion where downstrokes con- 
sistently fall on the down-beats, while upstrokes occur on the up-beats.You should con- 
tinue this guick strumming motion even during the sixteenth-note rests. During these 
instances the right hand simply passes over the strings silently. (These ‘silent strums’ are 
indicated by placing the strumming prompts in parentheses.) 


Fig. 35 Featured Guitars: 
Intro Gtr.1 meas. 2-5 
Moderate Rock d = 114 
(drumsticks:) #N.C.(E5) 
Gtrs, | & 2 
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Figure 36 — Bridge and Chorus 


In “Train of Conseguences," Dave and Marty create a melodic, open-sounding 
chorus riff by playing simple arpeggios in support of the chord progression. This serves 
as a powerful contrast to the tight, percussive riff played earlier in the verse. 


Featured Guitai 
Fig. 36 Gtr.1 meas. 
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Figure 37 — Interlude and Guitar Solo 





Many of Marty's solo licks can be found centering around the same box shape that 
you learned back in figure 27 (“Foreclosure of a Dream”.) Here, the box shape is located 
at the twelfth fret. 

The most obvious blues influence in the solo appears in measures 13 and 14, as 
Marty performs a catchy, repetitive pentatonic lick. This is actually a variation on a com- 
mon blues riff that legendary guitarist Chuck Berry made famous in his classic hit, “Johnny 
B. Goode.” For these licks, barre your index finger across the first and second strings 
behind the twelfth fret. After every other bend, you'll need to fret the high D note (fifteenth 
fret, second string) with your ring or pinky finger, depending on which finger you used to 
bend the third string. 

Again, | can’t stress the importance of taking your time when you first start to work 
with a monster solo such as this one. Use the following guidelines: 


e Listen to the recording often! Especially the few parts that you're working on. 

* Break it up into smaller, manageable pieces. If necessary, just work on one or 
two measures at a time. 

* Start out slowly! You'll be able to better locate trouble spots. 

* Once you've ironed out the wrinkles, memorize the parts that you want to jam 
along with. This will let you focus all your attention on the guitar, without having 


to constantly glance down at the sheet music. Featured Guliars: 
Fig. 37 & Gtr.3 meas. 3-17 
Interlude | 1:51 
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A TOUT LE MONDE 


Words and Music by Dave Mustaine, Dave Ellefson, Nick Menza, 
and Martin Friedman 


Figure 38 — Verse 


With their last few albums, Megadeth has taken a more refined and-self-admit- 
tedly-a more mature approach to songwriting, where a song's melody and structure gen- 
erally bypasses the need for the type of opus-like instrumental arrangements found in 
much of their earlier work. “A Tout Le Monde” is a great example of this shift in songwrit- 
ing perspective, as the tune's mellow acoustic/electric intro, mixed with Dave Mustaine's 
emotional vocal melodies, help create a powerfully moving vibe unlike anything previous- 
ly recorded by the band. Dave discusses his personal approach and insights in songwrit- 
ing: 

Dave: “For me what | usually do is put some riffs together, like [ll turn my amp up, 
[II play in front of it and do a little riff. And then a lot of times | just close my eyes and | 
hold my guitar and | picture where the song is and think “how would it sound the best?" A 
lot of time for me it's melodrama and visualization. Songwriting is about this: People 
dance to beat, they sing to melody. So if you're making a dance track, people are going 
to dance to the bass and the drums. If you're trying to write a song that's going to be a 
hit radio song, then you have to sing to the melody of the guitar, you know, because peo- 
ple listen to the guitar. If you want to be a dance-club-techno-pop-rave-X kinda guy, or, 
you know, hip-hop, that kind of stuff, the rhythm and the beat is really important. The 
secret to songwriting is beat, melody, and ten simple words 'cause the human brain of the 
average person Joe Q. Public—the guy that, you know, who makes toothpicks out of 
logs—he can't remember more than ten words anyway.” 


Fig. 38 
Verse 





Featured Guitars: 
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Figure 39 — Bridge and Chorus 


For the chorus to “A Tout Le Monde,” Gir. 1 performs arpeggiated triads which pro- 
vide some high-end melody to the overall instrumentation. (Triads are three-note chords, 
built from the root, third, and fifth degrees of the scale.) On closer examination, we can 
see that these triad arpeggios actually consist of chord shapes borrowed from some basic 
open position chord forms. For example, the first arpeggio in measure 10 actually uses 
the open D chord shape that we all know so well. The arpeggio in measure 11 uses the 
top three notes of an open A chord shape, and in measures 12 and 14, the top notes from 
an open E chord shape are used. Try matching up the remaining chord shapes with the 
diagrams I’ve provided in figure 39a. 
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Fig. 39a 


from A-form from Am from Asus2 
from open D barré chord from Fshape — from open Dm barré shape barré shape 
xx x xx Xxx) x x 











m = E 
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Note: Notes in parentheses depict fingerings for "full" chord forms. 


Visualize these chord shapes when playing through the chorus of "A Tout Le 
Monde." This will help you memorize the chord progression. 


Featured Guitars: 
Gtr.2 meas. 1-17 
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Figure 40 — Guitar Solo 

Marty's solo is comprised of licks which move fluidly up, down, and across the 
neck, weaving emotional melodies to accompany the somber mood of “A Tout Le Monde.” 
| asked Marty to describe how he maneuvers so fluently around the fretboard. 

Marty: “Finger positions and stuff like that-for me they definitely limit 
me...because then I'm looking for positions. | try to look at the whole thing like a big stick 
where if you go higher the notes get higher. If you go lower they get lower. And that's my 
basic outline. | try to use the whole neck all of the time. Sometimes that will land you into 
some mistake territory but it's like driving around in L.A. You know, you have to get lost a 
few times to know your way around the freeways” 

Note: While such fretboard freedom should be on every guitarists list of goals, 
even Marty agrees that scale patterns and shapes are pretty much the basic building 
blocks of learning lead guitar (see interview excerpt, figure 27). However, while scale pat- 
terns such as the pentatonic blues box we studied earlier are great for getting started, be 
careful not to become so dependent on them that you forget what making music is really 
about! 

(see fig. 39 for frames) 
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Figure 41 — Outro 


We can see here, once again, Megadeth's use of overdubbing to create dramat- 
ic lead guitar harmonies. With a total of three different guitar parts, you'll have to do some 
creative arranging to perform this song if (like Megadeth) you only have two guitarists in 
your band. | asked Dave how Megadeth approaches such an instrumentation for a live 
performance. 

Dave: “Well, we drop out the less important part. Obviously the more important 
parts will be covered.” 

The more important part here is the guitar harmonies, as the bass guitar implies 
the fundamental chord progression. If you're the sole guitarist, however, then you don't 
have much choice other than to play just the bottom voice of the harmony part (unless you 
have a programmable harmonizer). If this is the case, then you might want to create some 
sort of on-stage diversion during the outro to distract the audience from noticing the empty 
sound arrangement! Setting your drummer on fire might work. Or how about “accidental- 
ly" dropping your pants, Angus Young style? 


(see fig. 39 for frames) 
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YOUTHANASIA 


Words and Music by Dave Mustaine, Dave Ellefson, Nick Menza, 
and Martin Friedman 


Figure 42 — Intro 


With the powerfully moving intro riff of “Youthanasia,” Megadeth proves the old 
adage that sometimes less is more. The riff is simple and to the point, and is heard 
throughout the intro and verse, producing a heavy, menacing vibe to support the lyrics 
ominous message. As many of Megadeth's songs show just this type of compelling union 
between the lyrics and the instrumentation, | asked Dave which usually comes first, the 
riff or the vocal melody? 

Dave: “It happens different ways everytime. It’s like saying, you know, do you hold 
hands, kiss, nibble on the neck.....or do you mix it up a little bit? You know, you gotta try 
things differently a little bit. Sometimes [II write a lyric first and then [Il match up some 
music to it, or it might be music that | just can’t find a lyric good enough and then Pl end 
up having cut the song up to fit a different lyric.” 

So don’t be afraid to keep things simple and don’t allow yourself to get locked into 
just one writing method. Trying new or different approaches to songwriting can help lead 
to fresher, more unique ideas! 


Fig. 42 4 
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Gtr. 1 meas. 1-6 
Intro 
Moderate Rock e = 130 
Grs. | & 2 id. 4. 
1 (Wdist) ES F#5 G5 A5 N.C. (G5) AS Bb5 B5 
K 5 Pl SM — 
z = - s s— I—a: 
SS EF SI 
d 























T : 
FA 2 = 7 5——— E 7 
B 3 ; L 5 $ 7 $ 


pap 


Pop 
peo 











































































































Half-Time Feel ona E 
4 N.C.(Em) ses cue NA 
—m 
— poma e TA | 
o o e v e | = E a ve 
= Ros ES O A $ z RE 
PIN PRE o eta ns aj i ni nr pn sj BM po == > q 



































© 1994 MUSTAINE MUSIC, VULGARIAN MUSIC, MENZA MUSIC and ADAM MARTIN MUSIC 


All Rights Controlled and Administered by SCREEN GEMS-EMI MUSIC INC. 
All Rights Reserved International Copyright Secured Used by Permission 


60 














Figure 43 — Chorus 


Sometimes, playing along with a slower piece of music such as “Youthanasia" can 
be harder than jamming along with a fast one. This is because mistakes and errors in tim- 
ing are even more noticeable at slower tempos. When playing along with figure 43, listen 
to the drums to help you sync up better with the rhythm section. Also, don't forget the 
vibrato effect applied to the E5 chord on beat three. 











































































































Featured Guitars: 
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Figure 44 — Interlude 


Here Dave and Marty employ some rapid left-hand pull-offs to create a blazing lick 
which builds-up melodic tension for the following guitar solo. Use your index finger to fret 
notes on the fifth fret and your ring and pinky fingers (or middle and ring fingers—whichev- 
er feels most comfortable) to fret notes on the seventh and eighth frets, respectively. 
Staying in the fifth position like this will help to economize left hand movement and result 
in a cleaner, smoother-sounding passage. 
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Figure 45 — Guitar Solo 


The guitar solo provides another good look at the style of Marty Friedman. It is 
chock full of signature arpeggios, legato phrasing, and fluid melodic lines. Marty rein- 
forces this in his own advice on learning lead guitar. 

Marty: “The important thing is to make small goals for yourself. Don't try to pick 
up the guitar and play ‘Eruption’ by next week. Try to seek out things that are actually do- 
able, and try to learn things that you think you can already play—not something that 
sounds like it’s too difficult...and don’t go for the hard fingerings. Go for solos that you like 
to hear...that you listen to and say, ‘Wow, | think that’s do-able.’ You'll find that [fancy play- 
ing techniques are] not nearly as important as having a good foundation. | still remember 
the first solo that | learned. It was “Got To Choose” from Kiss Alive. But it was so gratify- 
ing to be able to play through it and make it through the entire solo. I'm like, ‘Whoa, this 
really isn’t so hard!’ At that time | thought Alvin Lee was the greatest thing since sliced 
bread and | couldn’t see where someone could get enough stamina to play that fast for 
that long. Had | dwelled on that, | probably would have got real discouraged...! would just 
say keep within your range and slowly your range will grow.” 
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Jf wi dist. 
T FHAHHHHH H 47 HAHA A 2-42 12-42-4242 12 42 
15555555655] 
HR A Pa A A z Z Z Z 
Gus. | & 2: w/ Rhy. Fig. 1, 3 times 
G5 G Ab A ¿ES B5 
4 ZN-A SKÁ PST ie RE A, ET ae EY T 
Ppepooroo o 9 Elba Pe. de 
Z = = =; za 
1/2 6 6 6 6 6 6 6 13133 
45 iy 45-45-45-45-45-415-45—_$§_4—_§_ B45 4545-415 FAA RR 
[AA A ta AA AA AA A A 1242 iE E 
Bb ES GAbA ES 
A A o 
Sk OTA Gtr. 3 
7 E cr É R. mm nte et 
ES ES —— Es= 
6 7 6 = á 
w/ bar Gtr. 4 (Friedman) 
- 1/2 -1 1/2 divisi ler ring — — _ 4 
2 -3 1/2 A A 
(2212222) (22) 22 z - 4445-17 415 44 45-47 
pe 16 
1 | 
Bb G5 G Ab A 
o Beaman A A A ana SS G 
1 Seen == loco — 
pe — ee ee ee 2 221555 ; == 
E = ee Es: SS ag = 
3 = 
are , — == UTA ión 
47-49-44 4445-44475 44 44 aa 
1145-1 HAS 45 45 % 
45424442. 
X-19-12—— 42 
(14) 152 
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A A nd SEN V SEN 
ando ET 
13 wane o: fer b> < EM EN 
L S z ae Pa ba po e = L ima LEN at = meče 
full fl yp 
— LA — 
mm TRIM AAA gm 24 43-48-48 16-43 ——3-0 193b 
+ —H 18-15 —5— 45 H 
716 46 
G G Ab A (E) G Ab A 
EE: s PA 
Grr. le" če. čet 
16 Gtr. 4 l Ei e £: jig Siig 
Sos = z 
w/ delay repeats 
48 0 12-42-1142 (12) 13 44 
+2 ne HRH Si Eti +4 
Girs. | & 2 
= = = = 7 S 
ve z S v v TY v © vv > + É da 
BEM es ae eh ats r SS (ÃO EGO ea es eee a. aj 
3 3 4 
9—9- 8- es 84 9 9—9- 9—9— UE 9—9 4 5 
E A Ab G E 
DON ZEN 
19 iss, sw Cobre Eb ng ou 
Z = = = 
Es w/ delay repeats 
44 de p yp s las az~ 
+4 (+4) 
= SÓ a S 
1471 d 3473 jj IP pee 3 73 Eli 
vo v v vo v v z v vv s ve vo vv v vu 
EMS > Sas ie o ny Se 09 = EM o e to ey ee 
3 2 
8—4 424444 8 9—8 324 $ 9— 5 4 3 9—> 9—9 8—9 8 8—4 
65- Ab- A E A5Ab5 G5 AS Ab5 G5 
E oca 
22 E ZONE. — 
m 2 > g AE z 
AAN w/ delay repeats 
A 
1 15-16 +0 
Ei == 
© PO Era = SS 7 T + si 
Es EAR I 2127 IS = 37 le É 
vo + Tv > > — vo 3. vv > Ds > mo 2 
Pa A re E HE 4 
3 4 $ 6 
4444 3 4 544 8 9— 9— 4 4 424444 4 3 
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8 x ae annere e 1 PR eee ee q 8va----- X venia ses ssa 1 
ote A jo? === | 
== 
“Es 7 E 
„12 sin , ii bi 12 2 fi T mu full =F — hat 
y 
H 192492 2 12 a ato — Es 139193449963) 
T 
Bend Bend Bend Bend Bend Bend and Release Prebend Compound Bend and Release 
(half step) (whole step) (whole and (two whole (string bent (only first note plucked) 
half steps) steps) before picking) 
m 8va--- 
Nad ANNE Ur aid r 1 N 8va....., $va..., rake | 
A N J NAJ INN S - 
(EP 132 2 2 
A o a EE | 
e- Z 
full 2 full 1/4 full rake c 
7 + 1 À nan M rip wibar w/bar 
88 HE 15 5—1-> 
17 = X 4 5 7 
— 9 
9- 
Compound Bend and Release Slight Bend Unison Bend Vibrato Wide Rake Vibrato Bar Vibrato Bar Scooping 
(every note picked) (microtone) Vibrato Strings Dive and Return 
E -1/2 = 
1/2 1/2 1/2 OE ee dr ANE S 
EEE 
2 pe ) 
T 
F a 7 Ad 15 17 LJE TT 15 15 17 15717 —19—17—1+5 T 
Vibrato Bar Dips Legato Slide Shift Slide Pull-Off Hammer-On Legato Phrasing Ghost Note 
(first note picked only) 
tr 
do | 
A EM = ss Ka S tr 
5 5—5 5 AA — A 5 0 Y 5- T 8 za (STT 
A+ 
A A A 
1 
Staccato Phrasing Choppy Phrasing Fret-Hand Muting Pick-Hand Muting Tremolo Picking Trill 


(extreme staccato) 


(percussive tone) 


(fast hammer-on/ 
pull-off combinatior 























































































































8va...... E d 
asas + PH b 
Harm. hd 
Trás; 159 L NT H 
iso E HE H 
== 
full 
z Harm. PH. 4 T 
— 12 a 
T 4 12 
Pick Scrapes Open Pinch Harp Harmonic Tap Artificial Harmonic Tap-On Technigue Bend and Tap-On Technigue 
Harmonic Harmonic 
(with pick) 


(overtone of 5th generated) 
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